FUNCTION AND STRUCTURE OF TRANSITIONS IN SONATA-FORM MUSIC OF MOZART

Robert Batt
The transition, sometimes referred to as the bridge, is usually regarded as the section of sonata form responsible for modulating from the primary to the secondary key as well as for effecting a structural contrast between the two thematic sections. Some sonata-form movements by Mozart have subsidiary and modulatory transition sections that contrast with neighboring thematic sections, such as the first movement of the Serenade in C Minor, K. 388. However, many movements do not have such well-defined transition sections. I will explain the great variety of transition functions and structures, accounting for the usual strategies that Mozart employs. These vary from movements without any apparent transition section, raising the question of the location of the transition functions (if, indeed, there are any transition functions in these movements), such as in the first movement of the Piano Sonata in C Major, K. 545, to movements that gradually ease into the new key area with a number of subsidiary sections, often combining thematic and transitional functions, such as in the first movement of the Symphony in D Major (Haffner), no. 35. l In preparing this paper I studied primarily first movements of multimovement instrumental works written by Mozart between 1775 and 1791. I considered several examples within most of the major instrumental genres, including the symphonies, the sonatas for piano, the sonatas for violin and piano, the string quartets and quintets, and some other chamber music (e.g. the Flute Quartet in D Major, K. 285; the Serenade in C Minor, K. 388; and the Piano Quartet in G Minor, K. 478); concertos were not included. Green's discussion of modulation is more detailed, especially in his analyses of various transitions. He concludes that most transitions have three harmonic phases: the first, "that part before the modulation begins to set in," the second, "the deflection away from the tonic key by the introduction of the leading tone," and the third "is marked by the leading tone to V (i.e., #4) of the new key" (p. 190).
Melodically, he classifies transitions as either "dependent," if they are based on first theme material, or "independent," if they are not. He uses Mozart's Piano Sonata K. 333 for discussion of these points, a discussion I will refer to below.
Briefly, some of Mozart's transitions do have some of the functions Green notes above, although there are other possible functions they may have, as I will discuss. Only a few of Mozart's transitions have all three of Green's "harmonic phases"; many have only the first two, some have only the second, and some have only the second and third.
In general, the remarks on transitions by Green and others (as noted in the appendix) are often useful, but there are other kinds of things to be said about transitions that will lead to a more complete picture of their functions and structures. With respect to Mozart's works, I will describe patterning at various levels with the aim of determining the unique features and structures of transitions, and how transition functions operate in the sonata form, even in the absence of a distinct transition section. A fundamental feature of eighteenth-century sonata form is that each section usually has a unique formal function and structure; what, then, are the function and structure of transitions in Mozart's works?
Transitions may be viewed from a variety of hierarchical levels and formal contexts. Essentially, one wants to know the internal structure of transitions and how transitions function in the exposition and the whole movement. The following outline of levels and contexts appropriate to this music includes brief definitions of the terms that will be used later.
(1) Segments. A segment which has some features of motives and some of grouplets may be termed a motive/grouplet segment. This is how I would describe the segments in example 1, mm. 14(4)-17. (See the discussion of this piece below.)
Cadences are special types of grouplets -closing grouplets -that follow motivic segments. They are normally conventional formations, conventional in harmonic and melodic senses: for example, a perfect authentic cadence would often be two bars long, have the root-position 2 "M. 2(3)" means "measure 2, beat 3." Measure "0" is the bar before the first full bar. There is another type of motive several measures long -composed of long notes -which often leads to the first type of motive; e.g., the Symphony no. 41, fourth movement, opening.
harmonies V-I, with 2-1 in the melody. 3 Coordination of harmony, melody, rhythm, and texture is necessary for there to be a cadence. One texture and one timbre must be maintained throughout the cadence. Expansions of cadence norms are possible, as are expansions of other segment norms. Such expansions usually occur in the context of an expansion at level 2: for example, a phrase might be expanded from four to eight bars, with its cadence segment being expanded from two to four bars. 4 (2) Phrases and groups. This next-higher level, normally of four bars length, is made up of motivic segments, groupiets, and cadences combining in various ways. Put simply, a phrase is a motivic segment followed by a cadence; see the four 4-bar phrases of the second theme, mm. 23-38, of example 1, the first three of which have weak, short cadences as the final bar of their second motivic segment, the fourth of which is more clearly "motivic segment plus cadence"; see also example 1, mm. 4(4)-10(3), which has two motivic segments followed by a cadence and is therefore six bars long.
A group is made up of two groupiets and is not punctuated by a cadence. See example 1, mm. 39-42. The majority of units at this 4-bar 3 See example 1, mm. 37-38, for a typical 2-bar cadence; here, as frequently happens, the dominant is preceded by dominant preparation harmonies, i.e., u'6 in m. 37(1-2), and possibly also the I in m. 36(3-4); and the sixteenthnotes in m. 38 form a link into the following section. (The cadence may therefore be considered to be from m. 36[3] to 38 [1] .) The weak cadence in example 2, mm. 82-83, is such primarily in harmonic terms, as the F: I is the goal of the sequence begun in m. 72; m. 83 may be the end of a section but it is strongly overlapped with the start of a new section, thus weakening the cadence.
4
The distinction between motivic segments and groupiets may be clarified by reference to Rosen 1971:71-72, where he discusses "filling" and "conventional material," i.e., my groupiets, and at level-2, groups. See also the quotation from Kohs 1976 in the appendix to this paper: his "neutral material" is similar to my grouplet and group. Kohs* discussion of cadences is good, especially his table 4.2, "Factors affecting the weight of a cadence" (Kohs 1976:25-27 ).
level fall between the two extremes of phrase and group: this will be illustrated in the subsequent discussion of transitions.
5
(3) Small sections. The small sections vary from about eight to thirty bars in length and are of several types. Themes are normally eight bars long, are primary small sections, are composed mainly of phrases, are closed and non-modulating, and are based on two models, period and sentence. The period is composed of two 4-bar phrases with the motivic structure (a a 1 + (a b), (a b) + (a b 1 , or (a b) + (a c). The first phrase usually ends with a half cadence, the second with a perfect authentic cadence, the harmonic-melodic structure often being that of the interruption (in the Schenkerian sense). 6 This conception of the period is referred to elsewhere by names such as antecedent-consequent construction, symmetrical period (Green 1979:63) , and parallel period (Kohs 1976:56) . See the Piano Sonata in A Major, K. 331, mm. 1-8; see also example 1, mm. 23-38, a double period.
7
The sentence has segment lengths of (2 + 2) + (1 + 1 + 2) with motivic structure of (a a) + (a* a* b), (a a* ) + (b b c), (a b) + (c 5 The distinction between phrase and group may be supported by reference to Davis 1966:29 (quoted Transitions may therefore be distinguished from codettas to main themes by virtue of the fact that transitions will tonicize V, whereas codettas will tonicize IV.
Introductions and codas are optional subsidiary small sections. Development sections may be composed of two or three small sections or may be short and continuous enough to be seen as one small section having more than one function. (Discussion of development techniques is unnecessary here.) (5) Movement. The entire movement is always composed of the three large sections -exposition, development, and recapitulation -and the outer two of these often have the same form, with the exception of the necessary transposition of the second-key material to the tonic.
11
(Changes to the recapitulation often occur in the transition, as will be noted below.) If the mode of the movement is major, the second key will be the dominant; if the mode of the movement is minor, the second key will be the relative major. About ninety percent of Mozart's instrumental works are in the major mode. Most works have the repetition pattern 11 exposition: 11-.Development-Recapitulation: 11.
of closing sections and, generally, of the analytical approach outlined in this paper).
The ratio of lengths of the three large sections is on average about 2:1:2. Absolute lengths in common-time allegro for the sections average about 80, 40, and 85 bars respectively, without repetitions taken into account.
The fifth level -the entire movement -is of least interest for the study of transitions. The remaining four levels are useful as a vehicle enabling one to see the structure and function of transitions in terms of (i) the types of level-1 and -2 units characteristic of transitions, and (ii) the level-4 context in which transitions function. Specifically, level 3 is interesting for two reasons: it is here that the lower-level units that constitute transitions will be seen, and it is on this level that the differences between the transition and the other small sections are most apparent. Level 3 is in fact the most interesting single level because it has the greatest variety of units and because, as in other hierarchical theories, such as Schenker's, the middleground level reveals the most about the music. Figure 1 shows one common model of how units on level 1, 2, and 3 vary within the exposition. This pattern also applies in large part to the recapitulation. It should be emphasized that this is only one model, and an incomplete one, for exposition structure. The two themes, which appear to be equivalent in the diagram, are distinguished by certain other features, such as tonality. This factor, among others, also differentiates the two subsidiary small sections. The looser construction of transitions is generated by the following normative features:
1. In those cases where a thematic model -period or sentence -is used for all or part of a transition, the model will invariably be radically altered in its projection into a transition. Regardless of whether any thematic model is used, the segment structure will be looser because (i) both motivic segments and grouplets will be used, together with both phrases and groups (there will often be a shift from one to the other, usually motivic segments and phrases becoming, respectively, grouplets and groups), and (ii) motivic associations within the transition will be weaker, to the point where each phrase/group may have different motives/grouplets, and there may be motivic associations with both the preceding main theme and the succeeding subordinate theme. In short, the transition usually has a series of motives/grouplets based on unrelated materials. where it ends on V in the exposition (i.e., where there is no strong modulation), it will usually be rewritten in the recapitulation so that it still ends on V. Rarely will such a transition not be altered in the recapitulation, even though there is no apparent need for such alteration. 3. The timespan (or hypermeasure) structure is not uniformly periodic ("periodic" here meaning successions of equal-length units).
2, Transitions often include a modulatory function, although it is of-
Whereas the thematic models employ timespans that are periodic at both the 2-and 4-bar levels, transitions are not entirely governed by such patterning on any timespan level. Normally, a regularity is established, often at the 2-bar level, at the beginning of the transition (for example, based on the main theme opening). This regularity is then upset at some point, and is followed by a series of unequal timespans, in addition to possibly some short successions of similar timespans. 
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tonally unstable, especially if the transition begins on the tonic. 16 The final harmonic area of the transition is a simple prolongation of either the dominant of the secondary key, or less often, the tonic of the secondary key, a prolongation often as simple as a pedal.
17
There is no general correlation between melodic and harmonic processes in transitions. That is, a transition that begins as a variant of the main theme would not necessarily begin in the tonic key.
18 Similarly, a tonic beginning would not necessarily be associated with a main theme variant.
19 There are also examples of non-tonic beginnings that are not main theme variants. 20 Although the transition that begins as a main 16 xhe modulation in example 1 is simple and yet very effective, moving directly and smoothly to the dominant; the modulations in examples 2 and 3 are longer and slightly more involved. The transition in the Serenade in E-flat Major, K. 375, is tonally unusual in that it involves a subsection in the dominant minor in mm. 38-47 (a subsection so independent and thematic in nature that it could be termed a transition theme theme variant is a common type, many sorts of continuations are possible. At one extreme, the transition has the same timespan and motivic form as the main theme, and begins in the tonic but ends with a modulation. 21 At the other extreme, the transition has only a brief reference to the main theme at its beginning, possibly in combination with new material. 22 Other types of transitions are composed of entirely new material. 23 In general, transitions introduce new motivic material in addition to a new tonality, with or without previous motivic material and reference to the tonic key. Some authors, especially of textbooks, consider melodic preparation for the second theme to be a function of transitions, in the sense that a transition will often introduce some of the motives or other features of the upcoming theme (see, for example, Green 1979, discussed above, and Kohs 1976, discussed in the appendix). I have not found this to be the case with many of Mozart's transitions (an exception is in the String Quintet K. 516). My conclusion is supported by Fairleigh (1986:18 ).
An interesting feature of some transitions is that they are marked by a textural and dynamic change from the preceding main theme. The transition will feature an increase in dynamic level, a thicker texture (achieved, for example, in a symphony by the addition of the winds), and an increase in surface rhythmic activity. The effect of these features is to heighten the contrast with the preceding main theme and also to give the movement a renewed sense of momentum after the closure of the main theme. This transition is somewhat unusual in its almost constant use of 2-bar timespans; this is perhaps as a contrast to the main theme, which is somewhat irregular in its use of metric units, and to the second theme, which, although beginning with 2-bar timespans, also uses some irregular ones (m. llOff.). From this point of view, this transition reverses the normal type of contrast between the two themes and the transition, in which the themes have periodic timespans and the transition has irregular ones. In summary, then, the three functions of m. 97 noted above serve to distinguish the second theme. Measure 97 provides a bar of rest between the transition and the second theme without actually being a bar of silence.
The recapitulation of this movement is similar to the exposition with the main exception of the closing section, which is expanded from its very brief length in the exposition. The transition is very similar to its exposition form except for a change in mm. 223-227 (relative to mm. 65-70) that directs the cadence to IV instead of to I. The subsequent modulation is therefore IV-I instead of I-V.
Piano Sonata K. 333. An illustration of a type (2) transition that begins as both a main theme variant and in the tonic key is found in example 1, the Piano Sonata in B-flat Major, K. 333, mm. 10(4)-22. The modulation is accomplished quite quickly, with the transition ending with a prolonged tonicized dominant-of-the-dominant harmony in mm. 18-22. The characteristic shift from motivic segments to grouplets is clearer and more interesting in this transition than in the one in example 2, and so will be discussed in detail here.
In example 1, all of the non-cadential segments in the main theme, in mm. 1-10, are motivic. Here the segments are separated by relatively long note values -that is, the dotted quarter-notes in the first three bars, or by subsidiary link material (in mm. 6 and 8), rather than by rests between motives, only one of which is found here, in m. 4. A gradual shift to grouplets begins in mm. 10(4)-14(2), the beginning of the transition. The sixteenth-note linking material, a string of equal note-values, is used in this variation of the opening four bars to weaken the motivic nature of mm. 12(3)-14, while at the same time there is no doubt that these bars are a variation of a previously-heard motive.
The statement of a motive three times in mm. 14(4)-17 is a different kind of weakening of motivic character. Here, although these three segments are intrinsically motivic, their overall motivic character is weakened because they are almost identical, immediately adjacent without being separated by rests or long notes, and used with a similar, simple cadential progression (F: V^/l. j6 ) xhi s j s a relatively local indication of the fact that one must often go beyond the segment level to determine motivic character. Each individual segment is motivic, but the way these three segments are used in the larger unit is not. The weakening of the motivic character of this transition is further accomplished by the two grouplets in mm. 18-22. Each of the previous motivic segments and motive/grouplet segments began with an anacrusis and had a beginning and ending that were clear, except for the ending of the motive/grouplet segment in mm. 16(3)-18(1). The two grouplets in mm. 18-22 have no anacrusis and have beginnings and endings that are partly created externally rather than internally by cadences. That is, each of these two grouplets begins on a downbeat and ends on a downbeat three bars later (except for the extension here of the second grouplet through m. 22), overlapping with the start of the second grouplet in m. 20. Although these units are more grouplet-like than those in mm. 14-17, they are not as completely so as the model grouplets in mm. 39-40 and 41-42 (the latter are completely selfcontained, in that they end on I, whereas the former can end only with the downbeat harmony, and thus involve overlapping, a feature not present in mm. 39-42). Also characteristic of these grouplets is the use of only two note values (and these not in combination but in separate bars), and the use of common figuration patterns, that is, the passagework in mm. 18 and 20, which is found in many pieces. The use of low-level sequencing of the figure in mm. 18 and 20, forming a series of 1-beat long sub-grouplets, and the use of parallel tenths throughout are also common features. (Outer-voice parallelism is a feature of grouplets because it is the opposite of the standard motive/accompaniment texture found in motivic segments; parallelism is thus a way of generating the equalized texture charactersitic of grouplets and groups.) Overall, then, there has been a gradual change from motivic segments to grouplets over these bars, mm. 11-22.
Repetition in themes is
Serenade K. 388. An illustration of a type (2) transition in the minor mode is found in the Serenade in C Minor, K. 388, part of which is shown in example 3. The transition begins at m. 22, overlapping with the end of the main theme, and beginning with a variant of the opening 5-bar phrase of this theme. The transition varies the phrase by adding a new eighth-note motive to the 5-bar phrase, as well as by adding a 1-bar extension -m. 27 -that begins the modulation to the relative major. A sequence of three 2-bar grouplets, in mm. 28-33, leads to a tonicization of the dominant of the relative major (or, as it appears, to the dominant of the parallel minor of the relative major -and this effect is quite common, no matter what the mode of the movement; in movements in the major mode, the dominant of the parallel minor of the dominant key would be tonicized). 24 A further succession of three 2-bar grouplets comprises the usual prolongation of the dominant of the secondary key. The more periodic nature of this transition -(5 4-1) + (2 x 3) + (2 x 3), or (6 + 6 + 6) -is perhaps due to the need for some periodicity to balance the highly irregular nature of this movement's main theme, which is not based on any of the thematic models.
The process of régularisation of lengths of groups, phrases, and timespans is begun in the transition with the 1-bar extension to the variant of the opening phrase (mm. 1-5; 22-27), as noted above. The two succeeding 6-bar phrases (mm. 28-39) are followed by a 2-bar link to the subordinate theme, which also features prominent use of 6-bar phrases. The closing section, in mm. 66-94 (which also functions as a codetta-complex to the second theme), normalizes lengths even more in its use of 8-bar groups. Here is the timespan summary for the expo- second theme is very interesting: it is motivically different from the second theme in the exposition, yet it maintains exactly the same timespan structure, that is, (6 x 4). The closing section is lengthened slightly, but is otherwise the same as in the exposition.
Violin Sonata K. 454. Occasionally, a small section can be interpreted in more than one way. In the Sonata for Violin and Piano in B-flat Major, K. 454, two parts of which are shown in example 4, the exposition-main theme may be heard as a period of sixteen bars length, that is, in mm. 14-29(2). The two 8-bar phrases are motivically very similar, with the cadence of the second phrase stronger than that of the first. Because the first theme ends on the dominant, the second theme can enter immediately, as it does in m. 29(3), ending in m. 50. (This procedure is seen especially in shorter and earlier works; see, for example, the Piano Sonata in C Major, K. 545, which has no transition section.) A difficulty with this interpretation, beyond the obvious lack of a transition section, is that it is unusual in Mozart's style to have a modulating theme: this theme does not merely end on the dominant (as the K. 545 theme does), it modulates to the dominant with a perfect authentic cadence in V. In this interpretation, then, the transition function is absorbed into the end of the main theme, making this a type I transition.
An alternative analysis of mm. 14-29 is that the main theme is eight bars long, in mm. 14-21, and that it is followed by an 8-bar transition, in mm. 22-29. This view is supported by the following points: (1) The 8-bar theme is a model sentence. (2) The transition is normal, except that it is more periodic than ususal. (3) It is far more common in this style to have a main theme followed by a transition than to have a modulating main theme without a subsequent transition. 25 (4) The main theme in the recapitulation repeats only the first eight bars (i.e., This is a good illustration of the problem of using models for analysis: should the main theme-transition norm dictate our interpretation of this movement? I believe knowledge of the norm should be only one factor in the analysis. And some of these movements, such as this one, do contain mm. 90-97 recapitulate mm. 14-21). It is in the recapitulation that we finally get a normal transition, in mm. 98-114 (see example 4). This transition is a new small section, replacing mm. 22-29 with a sequential development of the opening main theme motive that leads to the usual dominant pedal in mm. 111-114.
This second interpretation involves seeing both exposition and recapitulation forms as type (2) transitions. In the first interpretation it would be possible to see mm. 90-114 as one section; although, because mm. 98-114 are not parallel to mm. 90-97 as mm. 22-29 were parallel to mm. 14-21, it would be preferable to see mm. 90-114 as two sections, a main theme followed by the transition missing from the exposition.
Another way to evaluate these two interpretations of this movement is on the basis of relative lengths of the small sections. An examination of Mozart's works will reveal that most expositions have approximately equal-length small sections and that it is unusual for a small section to be very much longer or shorter than the other ones in a given exposition. The second interpretation of the exposition of K. 454 involves four small sections having lengths of 8, 8, 20, and 16 bars, or a ratio of 2:2:5:4. The first interpretation involves three small sections with a more balanced ratio of 4:5:4. The near-equality of small sections in this latter view is evidence for considering mm. 14-29 as one small section rather than as two. The introduction, in mm. 1-13, if considered part of the exposition, may have some of the functions of the missing fourth small section: first, it is a fourth section (or, rather, the first of four), and second, it does have the modulation from tonic to dominant that would be found in the transition. In this work the introduction does help to explain why there are only three small sections in one of the interpretations.
Symphony no. 35. An illustration of a type 4 transition, in which the transition and second theme functions combine in one or more small sections, is found in the first movement of the Symphony in D Major small sections that may be analysed in more than one reasonable way, in the sense that a small section could be assigned more than one formal function. Two examples involving the transition may be cited: in the Flute Quartet K. 285, the main theme is shortened, the transition and subordinate theme are combined to form one small section, and the closing section is lengthened to include some of the missing subordinate theme. In the Piano Sonata, K. 576, the exposition has the unusual form MT-TR1-TR2-ST. In the recapitulation the main theme and the first transition are combined into one small section that also has the features of a secondary development. The second theme follows, with the second transition concluding the recapitulation. However, because the second transition is now in the tonic, because of its nature, because of its new ending, and because of its new position, it now has a new function, that of subordinate theme codetta and closing section. In short, the recapitulation here normalizes the form of an unusual exposition.
In conclusion, the main types of sonata-form transition procedures used by Mozart have been described and illustrated with several musical examples, despite the fact that there are many sub-types which make it impossible to satisfactorily explain all transitions. An indication of this large number of transition types has been given by reference to works that illustrate some of these sub-types. The analytical method employed allows one to see the form-generating elements that contribute to the structure and function of transitions, on a variety of hierarchical levels.
